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ABSTRACT 


Dan Voiculescu was a multi-faceted musician with an equal interest in composition, 
musicological research, performance and teaching. Piano music was a constant and 
permanent component of Dan Voiculescu's oeuvre, being his favourite field of endeavour. 
Conceived in two sections, this paper focuses on the general presentation of his 13 works 
for solo piano — providing information on their genesis, publication and performance 
history — and on the synthetic approach of certain elements of style and musical language 
that are characteristic of Dan Voiculescu's piano works, such as musical syntax, 
compositional techniques, genres approached and peculiarities of form, metric and rhythmic 
features, elements related to notation. 


Keywords: piano compositions, compositional techniques, style, musical syntax, musical 
language, musical genre 


Introduction 


This article provides an insight into Dan Voiculescu's solo piano works — 
regarded from the perspective of the performer's work of documentation and 
acquaintance with his compositional universe. 
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Following our survey of the composer's piano works we are able to draw a 
demarcation line between his artistic works and the expressly declared didactic 
ones. The first chapter is dedicated to a chronological presentation of the 
composer's works, based on the following pattern: year of composition, score- 
related information, performance history (first performance, performers, 
recordings), comments and reviews. The sources of our information include the 
comparison of the bibliographical sources with the creative diary, manuscripts, 
notes, posters, flyers and concert programs held in the Dan Voiculescu Archive, as 
well as relevant performance records found in the Dan Voiculescu Archive and in 
the Library and Acoustic Studio of the “Gheorghe Dima” Academy of Music. In 
the second chapter I propose a general synthetic and critical approach to several 
aspects of language and writing style in Dan Voiculescu's solo piano works, which, 
in turn, are meant to play an important part in shaping the performer's artistic 
outlook. 


1. Overview 


1.1. Fabule [Fables] 


Die Poel 


S Pele: wets / tza 
es pi e 


Manuscript cover!“ 


The cycle of five pieces entitled Fabule [Fables] is the first representative 
piano piece! composed by Dan Voiculescu. It was composed in 1963 and aroused 
great interest in the musical community. 


14 Dan Voiculescu Archive (DVA), box 30; ultimately the title remained simply Fabule. 

145 The DVA contains a Rondo for Piano, dated 1962, in a single manuscript copy (in pencil), of which 
Dan Voiculescu made no mention in any other personal document (creative diary, resume or work 
history), wherefore we will consider it as a school work. 
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The Fables were first published in 1970, under the aegis of the “Gheorghe 
Dima” Conservatory of Cluj'%. Fable III also appeared in Sorremennaia ruminskaia 
forte piannaia muzica dlia detei i innosestva, Sovetski Kompozitor (Moscow) in 1975, 
while in 1976, Fable IV was included in the volume Rumänische Klavier Miniaturen 
fiir Kinder Jugendliche (Herausgegeben von Liviu Comes), Peters Publishing House 
(Leipzig). In 1993, the entire cycle was also published by the German publishing 
house Musikverlag Gentner&Hartmann, in Trossingen. 

The first performance was given by the composer himself on December 19, 
1963, at the “Gheorghe Dima” Music Conservatory in Cluj. Over the years, the 
Fables also entered the piano repertoire of pianists Szabo Iulia, Isabel-Dorothea 
Jahn, Carmela Mircescu, Lucia Craita — with whom there is also a concert recording 
(January 12, 1984, “Gheorghe Dima” Music Conservatory) and Mira Gavris. 
However, as a performance model we recommend the recording made by Dan 
Voiculescu at the Bucharest Radio Station in December 1967. 


The 5 Fables belong to the first period of creation [...]. In them the author operates 
with short motifs, while the economy of means, which is hardly a sign of scarcity, 
seems to be the goal to which the author is expressly committed. Each of the 
miniatures is based on two or three brief and strongly individualized motivic 
elements, which generate the entire course of the musical sketch". 


The five Fables share many similarities with Prokofiev's Visions Fugitives [...]!%. 


With their contrasting expressiveness, the five miniatures can be perceived as sound 
allegories of an aggressive-satirical or contemplative attitude. 


1.2. Dialoguri [Dialogues] 

Dan Voiculescu composed the second cycle of miniatures between March 
and April 1965 (I — March 10, II — March 12, III and IV — April 18, V — April 1115). 

The Dialogues were published together with the Fables in 1970, under the 
aegis of the “Gheorghe Dima” Music Conservatory of Cluj, and in 1993 at 


146 The Library of the “Gheorghe Dima” Music Academy also contains a handwritten copy of the Fables 
(IIIa 4019, inv. 92.903/1969), which is mistakenly dated 1962. The same year occurs in the printed 
version issued by the Conservatory, but we believe it to be a perpetuated error, as both the 
manuscript and the compositional diary bear the year 1963. 

147 Sanda Hirlav-Maistorovici, Miniatura românească pentru pian din secolul XX şi folclorul muzical autohton 
[The Romanian Miniature for Piano in the Twentieth Century and the Local Musical Folklore], 
Editura Premier, Ploiesti, 2002, p. 161. 

M48 Eduard Terényi, Doi artişti ai pianului [Two Artists of the Piano], the Igaszsag newspaper, Cluj, 1965. 

149 Elena-Maria Sorban, Recital Dan Voiculescu [Dan Voiculescu Recital], in the “Tribuna” journal, Cluj, 
Issue No. 7/1984. 

150 the information is taken from the manuscript. 
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Musikverlag Gentner&Hartmann in Trossingen, Germany. The library of the 
“Gheorghe Dima” Music Academy also contains a handwritten copy of the 
Dialogues'®!, with a modified title: Dialoguri — piese cu două planuri polifonice pentru 
pian [Dialogues — Piano Pieces with Two Polyphonic Voices]. 

This cycle was performed, among others, by pianists Georg Sava (with 
whom there is also a concert recording from May 19, 1965 - possibly the first 
performance though we have found no documents to that effect), Horvath Izabella, 
Tomislav Banyov and Mira Gavriș. 


The Dialogues for piano stick within the same stylistic and language coordinates as 
those of the “Fables”: the same extreme economy of means accompanied by a 
maximum semantic load. The Dialogues are, as the title says, short musical 
conversations in which a certain statement asks for an immediate answer or else, as it 
sometimes also happens in spoken communication, the statements overlap 
concurrently. 


1.3. Sonata pentru pian [Sonata for Piano] 

Sonata for Piano — in one-movement form!5 — is dated to the same period as 
the cycle Dialogues: April 1965. The “Gheorghe Dima” Music Academy also holds a 
1967 handwritten copy by an unknown writer!%. The work was given its first 
performance by the composer himself at the “Gheorghe Dima” Music 
Conservatory, on April 7, 1965, and was also included in the piano repertoire of 
Ninuca Osanu-Pop. Its performance model remains Dan Voiculescu's own 
performance, recorded at the Bucharest Radio Station in December 1967 and at the 
“Gheorghe Dima” Music Conservatory on October 6, 1968. 


1.4. Crochiuri [Croquis] 

Although the bibliographic sources mention the work with the title 
Crochiuri and dated 1968, in Dan Voiculescu's creative diary and on the manuscript 
it bears the French title Croquis, and contains one single miniature piece, marked I. 
As seen in the image, the piece was written between 1967 and 1970, probably in 
several stages. 


151 Vila 3942, inv. 74.420/1965, author unknown. 

152 Sanda Hirlav-Maistorovici, op. cit., p. 163. 

153 the composer's note in his creative diary. 

154 vear taken from the inventory number (81.221/1967). 


118 


According to the composer's creative diary and to our findings in the DVA, 
this piece was copied in ink for Hrisanide and was not published - there is only 
one manuscript copy in the Dan Voiculescu Archive. 

We have found no posters, concert programs or recordings to show its 
performance history. 


1.5. Sonante [Sonances] 

Sonances(1968) is among Dan Voiculescu's most often performed piano 
works. 

It was reproduced in facsimile in 1971, at the “Gheorghe Dima” Music 
Conservatory of Cluj. In 1979 it was included in the volume Repertoriu românesc 
pentru pian [Romanian Piano Repertoire] published at Editura Muzicală in 
Bucharest, and in 1998 it was published at Musikverlag Gentner&Hartmann in 
Trossingen, Germany. 

The first performance of the work was given by Dan Voiculescu on May 
24, 1968, on the stage of the Cluj Conservatory, on the occasion of the Scientific 
Session. Subsequently, the work was included in the repertoire of pianists Lucia 
Craita, Ligia Oprean, Crenguta Goilă, Lukács Zsuzsanna, Ferdinand Weiss, Sanda 
Harlav-Maistorovici and others. As performance models stand the recordings with 
Dan Voiculescu (May 24, 1968 — the concerts occasioned by the Scientific Session, 
Gheorghe Dima Music Conservatory; June 24, 1970 — Contemporary Music Recital, 
Gheorghe Dima Music Conservatory), Lucia Craita (January 12, 1984 — recording 
from concert) and Octavian Arion (April 26, 1987 — recording from concert). 
According to his creative diary, Dan Voiculescu also recorded the Sonances at the 
Bucharest Radio Station, but we have no record to that effect. 


“Sonances” was written in 1968. The writing style becomes more modern, although 
we admit that beyond this bolder notation, a number of elements betray the author's 
respect for the traditional composition techniques. If the “Dialogues” and “Fables” are 
rich in Baroque polyphonic techniques (imitation, mirror image), “Sonances” consists 
of three distinct sections entitled STROPHA, ANTISTROPHA, EPODA 
[STROPHE, ANTISTROPHE, EPODE], terms borrowed from the ancient Greek 
versification!*6. 


The discourse of “Sonances” [...] transposes a continuity of ideas whose internal 
energies are confronted in dynamic spaces.” 


155 Dan Voiculescu, Jurnal de creatie [Creative Diary], DVA; the composer refers to his colleague, pianist 
and composer Alexandru Hrisanide, established in Germany. 

156 Sanda Hirlav-Maistorovici, op. cit., p. 164. 

157 Elena-Maria Sorban, Recital Dan Voiculescu [Dan Voiculescu Recital], op. cit. 
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1.6. Spirale [Spirals] 

Initially the title of this work was Spirală — piesă pentru pian [Spiral — Piece 
for Piano]. According to the composer's creative diary, in 1968, while in Venice 
(Vacanze Musicali with Virgilio Mortari), Dan Voiculescu returned to it, turning it 
into a cycle of three pieces, with a clear Italian influence: I — Turnul lui Giotto 
[Giotto's Tower], II — Turnul din Pisa [Tower of Pisa] and III — Columna Traiana 
[Trajan's Column]. 

Although he did not publish it, Dan Voiculescu presented it at the literary 
circle of the Composers' Association in Cluj, on February 21, 1971. 

The premiere was performed by Remus Manoleanu at the Romanian 
Atheneum in Bucharest (Romanian Art Days - Romanian Chamber Values), on 
December 5, 1987. 


1.7. Toccata piano 

Composed in 1989, Toccata piano opens the series of the four works of the 
genre composed by Dan Voiculescu. 

It was printed in 1989 and 1990 at the “Gheorghe Dima” Music 
Conservatory in Cluj. In 1995 it was published by Musikverlag Gentner&Hartmann, 
in Trossingen, Germany, and in 2005 by Arpeggione, in Cluj. 

Its was first performed by Dan Voiculescu himself in 1989158, and later by 
outstanding pianists such as Gerda Tiirk (June 4, 1992 — A Portrait of Composer Dan 
Voiculescu, Studio Hall, Gheorghe Dima Music Conservatory) and Remus 
Manoleanu (January 22, 2001 — Dan Voiculescu, A Composer's Portrait, Cantacuzino 
Palace Hall, Bucharest). Among the available recordings worth mentioning are the 
performances given by the composer (October 8, 1989 — Cluj Musical Autumn 
Festival) and by Professor Gerda Türk (June 4, 1992 — A Composer's profile: Dan 
Voiculescu, Gheorghe Dima Music Conservatory). 


Toccata piano is based on a fast movement generated by the varied repetition in terms 
of density or internal organization of the chords. Most chords contain added seconds, 
which gives them the character of clusters’. 


The play of clusters with varied ranges, registers and densities produces exquisite 
coloristic effects, reminiscent of the Romanian folk motifs, while also suggesting a 
sonorous world close to that of electronic music through repetitiveness and gradual 
modulation!e0. 


15 most probably on October 8, 1989 — Cluj Musical Autumn Festival. 

15 Sanda Hirlav-Maistorovici , op. cit., p. 166. 

160 Romeo Ghircoiaşiu, Essay submitted by the Composers Union's Association of Cluj to the Romanian 
Composers’ and Musicologists’ Union, apud Sanda Hirlav-Maistorovici, op. cit., p. 168. 
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Tonight's performer (Gerda Tiirk — author's note) of the work recommends it as 
«one of the most beautiful works of the Romanian music of recent times» and declares 
herself impressed by its “elevated stylized form and utmost pianistic refinement”. The 
work unfolds in defiance of the idea of a toccata (which is grandiloquent in tone, noisy 
and technically virtuosic), in a gracious, magical and intensely lyrical atmosphere. In a 
sonata form, where intensity hovers around piano nuances, the repetitive idea 
underlying the construction of the toccata genre is achieved by means of asymmetry. 15! 


1.8. Toccata armonica 


TOCCATA ARMoNICA 


Con pth, ad libitine 


Facsimile! 


Dated 1991, Toccata armonica has earned itself a place among the most often 
performed piano works composed by Dan Voiculescu. 

Toccata armonica was printed at the “Gheorghe Dima” Music Conservatory 
in 1992, and by Musikverlag Gentner&Hartmann in Trossingen, Germany, in 1993. In 
2005, it was published at the Arpeggione Publishing House, together with Toccata 
Piano. 

The work was included in the repertoire of pianists Ninuca Osanu-Pop, 
Remus Manoleanu, Oana Radulescu Velcovici and others, but we have found no 
information on its first performance. There are available recordings with Dan 
Voiculescu!®, Ninuca Osanu-Pop (June 4, 1992 — A Composer's Profile: Dan 


161 Doina Haplea — excerpt from the program brochure of the recital A Composer's Profile: Dan Voiculescu, 
“Gheorghe Dima” Music Academy, June 4, 1992. 

162 DVA, box 30. 

16 DVA, box 59 (the tape cover contains no information regarding the date and place of the 
performance); the work was also performed in the show The Amphitheatre of Muses — Ilinca Dumitrescu 
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Voiculescu, “Gheorghe Dima” Music Academy), Remus Manoleanu (October 13, 
1992 — Cluj Musical Autumn Festival) and Mira Gavriș (May 17, 2012 — Anniversary 
Recital Sigismund Toduţă Foundation — 20 Years). 


Toccata armonica expands the form in a heterophonic setting with many coloristic 
effects, its writing style resembling that of the previous work. 

The same penchant for chords with added seconds repeated a number of times as 
specified by the author above each chord, resulting in an intentionally sought 
asymmetry, which is also typical for the “parlando rubato” folk style’. 


1.9. Toccata robotica 

Dan Voiculescu composed the third toccata in 1993. The work was 
published by Musikverlag Gentner&Hartmann in Trossingen, Germany, and in 2005 
by the Arpeggione Publishign House in Cluj, along with Toccata piano and Toccata 
armonica. 

Less known and technically more problematic, Toccata robotica has been 
less frequently approached by pianists. The work was first performed by Dan 
Voiculescu on October 12, 1993, at the Cluj Musical Autumn Festival: Contemporary 
Compositional Panorama II — From the Works of the Cluj Composers, but, unfortunately, 
no record has been preserved of this performance. 


The author creates small melodic-harmonic-rhythmic modules [...]. The first sound is 
A, and the chords with added seconds are present everywhere, as true emblems of style. 
The melodic modules are true “folk formula” (according to the terminology proposed 
by Liviu Comes) for dancing’. 


1.10. Mozart-Kadenz, Cadenta la un concert imaginar de Mozart [Mozart- 
Kadenz - Cadence to an Imaginary Concert by Mozart] 

Dating from 1999, this piece was written in the full flower of Dan 
Voiculescu's creative maturity, and therefore represents more than a mere exercise 
of style. 

The Cadence to an Imaginary Concert by Mozart is available in facsimile 
format at the library of the Gheorghe Dima Music Academy of Cluj-Napoca, in the 
volume Lucrări pianistice [Piano Works]!*” by Dan Voiculescu, published in 2005. 


and Guests: Dan Voiculescu, Romania de mâine Foundation, Romania de mâine Television, Bucharest, 
January 18, 2009. 

164 E. Cornescu , Profil componistic: Dan Voiculescu [Composer's profile: Dan Voiculescu], Adevărul de Cluj, 
June 17, 1992. 

165 Sanda Hirlav-Maistorovici , op. cit., p. 169. 

166 Sanda Hirlav-Maistorovici , op. cit., p. 169. 

167 5595/llla, inv. 193,115. 

122 


After a thoroughly documented researchis, we have found that, unlike 
with other works, there are no records of the first performance or of other 
performances of the Cadence to an Imaginary Concert by Mozart. We are therefore 
pleased to have presented the public both with the first performance and with 
subsequent ones in various artistic meetings during which we performed it (May 
17, 2012 at the Sigismund Toduţă Festival, within the framework of the recital 
celebrating the 20th anniversary of the opening of the Sigismund Toduţă Memorial 
House; May 21, 2012 at the “Gheorghe Dima” Academy of Music, at the 
graduation recital for the master's program; January 21, 2013 at the Gheorghe Dima 
Academy of Music, at the recital-examination for the discipline of Music 
Performance Stylistics, March 23, 2013 at the Gheorghe Dima Academy of Music, 
during the Music Ambassadors recital), where the work enjoyed tremendous 
success. 


1.11. Enunturi [Enunciations] 

Enunturi - 32 de aforisme pentru pian (forme-moment) [Enunciations — 32 
Aphorisms for Piano (Forms-Moment)]'6 dates from 2000. 

The library of the Gheorghe Dima Music Academy contains this piece only 
in facsimile format, in the same volume with Mozart-Kadenz. 

The first performance was given by Dan Voiculescu on November 8, 2000, 
at the Cluj Musical Autumn Festival. A year later the work was performed by 
pianist Remus Manoleanu in Bucharest, in a recital dedicated to Dan Voiculescu. 


1.12. Toccata quarta per una mano 

Dated 2004, the Toccata quarta per una mano is the last one in the series 
composed by Dan Voiculescu. It was published in 2005 by the Arpeggione 
Publishing House, concluding the volume of toccatas for piano. 

We have no information about its first performance. The work was 
performed by Oana Radulescu Velcovici in Bucharest, on March 30, 2009, at the 
Cantacuzino Palace Hall. 


168 Creative diary, documents, brochures and concert programs from the DVA, recordings found at the 
Sigismund Todutd Foundation and at the Acoustic Studio of the Gheorghe Dima Music Academy. 

169 This is the full title as it appears in the composer's creative diary preserved at the Sigismund Toduta 
Foundation; the title written on the score is simply Enunturi [Enunciations]; Viorel Cosma uses the 
title Enunturi — 32 de aforisme pentru pian [Enunciations — 32 Aphorisms for Piano], without the 
mention “forme-moment” [“forms-moment”]; Bianca Temes, in turn, categorizes the 32 de aforisme 
pentru pian [32 Aphorisms for Piano] as a different work, dating from 2003. 
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1.13. Canonica 


CANONICA 


FOR PIANO SOLO 
PENTRU PIANO SOLO 


DAN 
VOICULESCU 


hn ai 23 Farms he’ G Ty, 


în me GE Gn 
à nike 


an ee AT 


) 
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Score cover!”, personal copy 

The cycle of 24 new explorations of the canon"! — Canonica — dates from 2004, 
it is Dan Voiculescu's last piano piece and is dedicated to Professor Gerda Türk. 

The first complete performance of this cycle was given in Cluj-Napoca in 
2009, in the Festive Hall of the Sigismund Toduţă Music School, by the pianist 
students from Cluj (including the author of this dissertation — No.10 Canon în cvarte 
[Canon in Fourths]), in the concert In memoriam Gerda Tiirk. Later, the canons were 
performed also selectively by pianists Oana Velcovici-Radulescu (in the 
Amphitheatre of muses show — Ilinca Dumitrescu and Guests: Dan Voiculescu, România 
de mâine Foundation, România de mâine Television, Bucharest, January 18, 2009) and 
Horia Maxim (Homage Concert to Dan Voiculescu, hosted by the George Enescu 
National Museum, Bucharest, January 2010172). 


The cycle “Canonica” appears as an original and masterly Romanian response to ]. S. 
Bach's “Well-Tempered Clavier”, a bold undertaking and demonstration of 
craftsmanship. From a didactic perspective, the cycle of the 24 Canons appears as a 
practical course of contemporary polyphony, focused on a given technique: the 
canon", 


170 Arpeggione Publishing House, 2005. 

171 Ilinca Dumitrescu — The Amphitheatre of Muses show — Ilinca Dumitrescu and Guests: Dan Voiculescu, 
Romania de mâine Foundation, România de mâine Television, Bucharest, January 18, 2009. 

172 We do not have an exact date; the information is taken from the article written by Corina Bura — 
Medalion Dan Voiculescu, in “ Actualitatea muzicală”, Issue No. 1, Bucharest, January, 2010. 

173 Constanta Cristescu — Dan Voiculescu — invitatul duminical al Ilincăi Dumitrescu [Dan Voiculescu - Ilinca 
Dumitrescu's Sunday Guest], Musical chronicle on-line, January 19, 2009 

(www.cimec.ro/Muzica/Cronici/ConstantaCristescu17.htm ). 
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2. General overview of certain elements of style and musical language in Dan 
Voiculescu's piano works 
[...] it is the responsibility of others 
to decipher the stylistic peculiarities — if they exist: 
musicologists, analysts, critics!”4 
His studies abroad and his contact with prominent representatives of the 
20th century trends enabled Dan Voiculescu to assimilate the elements of the 
modern universal musical language, which he used in his works while at the same 
time staying close to tradition. Thus, his work is a harmonious blend of different 
melodic climates that characterize the Romanian contemporary music’. 
Since the contemporary musical language raises complex issues, we will 
limit ourselves to a few main features that are hallmarks of Dan Voiculescu's piano 
works: 


2.1. On musical syntax and compositional techniques 

To identify certain characteristic features of Dan  Voiculescu's 
compositional techniques we will use the term 'musical syntax' as defined by 
Stefan Niculescu: 


[...] the syntactic phenomena are relations between sound objects, which somehow 
ignore (or may come into being almost irrespective of) the nature of these objects. The 
purpose of a theory of syntax is the systematic study of these relations: thus is obtained 
an abstract syntax, a foundation of the formative thinking in music. The transition to 
the multiple real syntaxes found in different cultures, epochs or styles can be then 
made through the formulation of certain restrictions depending mainly on the nature 
of the objects pertaining to the relation. Real syntaxes are therefore particular cases of 
the abstract syntax’. Thus: the European traditions have thus far included four 
distinct and non-fungible syntactic categories: monody, homophony, polyphony and 
heterophony’”. 


Polyphony is the substance of Dan Voiculescu's musical language. In his 
works we find various types of polyphony, such as: 
— contrapuntal polyphony - a voice prevails while the other one creates a 
complementary melodic and rhythmic contrast: 


174 Oleg Garaz — An Interview with Composer Dan Voiculescu, in the journal “Tribuna”, Issues No 11-12 
(March 16-31, 1999), Cluj-Napoca. 

175 Vasile Herman, Probleme de limbaj in muzica românească contemporană [Aspects of Language in 
Romanian Contemporary Music], “Lucrări de muzicologie”, Issue No. 1, 1965, Cluj-Napoca, p. 15. 

175 Ştefan Niculescu, Reflecţii despre muzică [Reflections on Music], Editura Muzicală, Bucharest, 1980, 
p. 279. 

177 Ştefan Niculescu, op. cit., p. 281. 
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Example 1: Fabule [Fables] III, mm. 9-11 


- ostinato counterpoint — it is achieved though the repetition of a small melodic-rhythmic 
cell, creating an additional layer of sounds around a main melodic lines. 


Example 2: Dialoguri [Dialogues] III, fragment 


Moderalo 


= 


SF ffi come un'appoggiatura ) 


Ae eet BS Set © moto 
Hi A ' 


- invertible polyphony (double counterpoint) and imitation: 


178 Dan Voiculescu, Polifonia secolului XX [The Twentieth Century Polyphony], Editura Muzicală, 
Bucharest, 2005, p. 13. 
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Example 3: Dialoguri [Dialogues] I, fragment 


DIALOGURI 
I. DAN VOICULESCU 


Allegro moderato 


Comodo (rubato) 


- free heterogeneous polyphony — more common — where there are several melodic 
characters of equal importance, which are not in a contrapuntal relation to one 
another, in which case horizontality exceeds in importance verticality, while the 
coordinating role of harmony falls second in importance’. 

There are two independent melodic subjects: 


Example 4: Dialoguri [Dialogues] IV, fragment 


Allegro moderato 


== = pt 
| 


- imitative polyphony — the weight of this procedure among the polyphonic forms (canon, 
invention, fugue), which have not lost their validity in the context of a true creativity, 


179 Ibidem, p. 24. 
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emphasizes the idea of continuity, of the natural bond between tradition and innovation [...] 
the old concept of imitation has made its way into modern music", 

Despite being a great display of craftsmanship and a perfect example of 
the art of the canon, the Canonica cycle is not a mere technical pastiche of some pre- 
existing patternst!. From variations of intervals and time distances between guida 
and consecventa to the complex organization of the musical material and the 
presence of different types of symmetry axes — all tailored to the twentieth-century 
musical language, Dan Voiculescu uses various procedures, specified already in 
the titles of the works: 

1. Canon at the Octave 
Mirror Canon 
Canon at the Third —in the Form of an Invention 
Canon in Thirds — at the Fourth 
Heterophonic Unison Canon 
Canon with Large and Small Recurrences 
Canon at the Diminished Fifth 
Canon at the Second and Seventh 
Stretto Canon at the Sixth (with an Added Voice) 
Canon in Fourths 
. Polymetric Canon at the Tenth 
. Variable Canon 
. Perpetual Canon 
Strophic Canon 
Canon in Sixths — at the Diminished Sixth 
Canon at the Minor Second — with a Symmetry Axis 
Cannon with a Symmetry Axis — in Recurrent Double Counterpoint 
Canon in Fifths - at the Tenth 
Canon in Seconds - at the Major Sixth 
Canon at the Diminished Fifth, on Ostinato Bass 
. Canon in Augmentation — with Double Counterpoint 
. Free Canon - in Echo, at Different Intervals 
. Double Mirror Canon 
Canon with Variations 


£01200: ON Gye SR 0: TS 


NOMS NN N KKH HHH 
KRONE SSCHNDAAKRwWNHES 


His piano works also include other forms of musical syntax, such as: 
- monody — which Stefan Niculescu defines as a horizontal distribution (juxtaposition) 
of sound objects! — a novel procedure for a polyphonic instrument such as the 


180 Ibidem, p. 42. 

181 Ibidem, p. 79. 

18 Note: By 'sound objects' Ştefan Niculescu means the acoustic phenomena with which music operates 
(actual sound or frequency conglomerates that are to be perceived as such). 
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piano, used in reverse to the latent polyphony of the solo sonatas for monodic 
instruments (e.g. Sonata for Solo Flute No. 3). 


Example 5: Toccata quarta per una mano, fragment 


Giusto, spiritoso 


- heterophony — heterophony results from the collective execution of a monody, when 
different variants (summarizing or, on the contrary, ornamental, developmental) appear 
superimposed over a melodic idea'5 — as illustrated in the Heterophonic Canon, where 
Dan Voiculescu “plays” not only with the process itself, but also with the 
terminological dichotomy (canon - strict rule, heterophony — rhythmic and 
melodic freedom): 


Example 6: Heterophonic unison canon, fragment 


Heterophonic unison canon 
Canon heterofonic la unison 


Lento, rubato, con rafinamento 


= 


PP. Jet in eco 
fait oe! 


— A 
kometer] 
= |__| eae a r n. 
| 


Dan Voiculescu's piano works also contain various forms of aleatoricism. 
This trend emerged as a response to pure determinism and encourages the 


18 Dan Voiculescu, Polifonia secolului XX [Twentieth Century Polyphony], op. cit., p. 94. 
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development of the performer's creativity — who is invited to improvise, most often 
according to pre-established rules. Aleatory music 


is music with a hazard element [...]. In terms of levels of indeterminacy, we distinguish 
two types of situations: 

1. The composer provides a general outline of the composition, allowing the performer 
more or less freedom to articulate and superimpose those structures, as well as to 
decide on the duration of the work. 

2. The composer proposes a firm plan for the macro structure of the work, while the 
performer is left to deal with the micro structural level at his discretion, or according to 
various options of detail configuration based on the type of events they articulate 
within that firm plan [...]15. 


For the improvisatory sections, composers have turned to various 
graphical representations, extra-musical notations or even “Textcomposition”. 
Related to the performer's quasi-freedom in choosing the tempo of execution of a 
musical work, Dan Voiculescu's piano works also contain: 

- sounds with unspecified pitches 


Example 7: Toccata robotica, fragment 


aV 


con Ped.) 


- chords with random pitch notes 


Example 8: Sonata pentru pian [Sonata for Piano], fragment 


184 Dicționar de termeni muzicali [Dictionary of Musical Terms], Editura Ştiinţifică şi Enciclopedică, 
Bucharest, 1984. 
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Example 9: Enunturi [Enunciations], fragment 


Het nito „îi etu VĂL) 
A, | 


* x 


- the special graphic notation in Toccata armonica 


Example 10: Toccata armonica, fragment 


Teae ATA AR. MoN ICA 


3 
și 


PE == 
Ch. 
avitting Ty 


d 
as r "A de 
CD orig PAZ FLP IPA i st... Slee 
——_. 


} 
A 
| 
X 
è 
i 
i 
J 


ee Ere 


Cou ped. ad libitin 


Each chord is repeated in equal eighth-notes, in symmetrical and asymmetrical 
groups. 

The number of repetitions is given by the figures written between the staves. 
This number can be regarded in a relative way; it can be increased, but not 
decreased.185 

Aleatoricism is also used in the process of musical education. In his book 
entitled Cartea fără sfârşit [The Endless Book], Dan Voiculescu encourages students 
to participate actively both in the interpretive act and especially in the act of 
composition, by actually involving themselves in the elaboration of the musical 


185 The composer's indication. 
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material, rather than only in its instrumental performance. Here is an example of 
Textcomposition: 


Example 11: Carte fără sfârşit [The Endless Book], volume II, fragment 


75. PIESA IMAGINATIVA 


Inchipuiţi-vă că tocmai începe să plouă, Cintati, le început mat 
lent, apoi potrivit de repede, cu ambele miini, alinete diaparete, nu- 
mai rareori simultane, cu degetele harnice - în registrul superior, 
Pinuno, Ploaia se intejegte.,. Miinile coboară putin spre regiatrul me- 
din al pianului, cu aceeaşi acţiune, Pe alocuri încep să se nudă gi 


secunde simultane (fie mari, fie mici). 


2.2. Approached genres and peculiarities of form 

For its most part, Dan Voiculescu's piano output is characterized by 
reduced dimensions (in terms of time and space), though carrying a rich ideational 
content. Although the composer did not approach the forms typical of the 
miniature genre (as they are found especially in the Baroque or Romanticism) and 
wrote only three cycles of small pieces (as a typology of the genre), we dare to say 
that the rest of the works are in fact also miniature replicas of larger forms (and 
thus micro forms) in terms of the temporal aspect of the works. 

The absence of metronomic indications (except in the miniature piece 
Croquis, which carries the indication Andante = 60-63 and Toccata armonica J= ca. 
120) is most often compensated by the composer's specification of the duration of 
the piece, at the end of the piece: 


Example 12: Sonata for Piano: ca. 5’ 


Sonante [Sonances] 5’-5’15” 


== 
= Lo = 
sent parade, Sas 
— 


From our own performances and the available recordings, we also add: 

The cycle Fables performed integrally: ~ 5°44" 

The cycle Dialogues performed integrally: ~ 3°40°° 

Mozart-Kadenz: ~ 3°43” 

Toccata armonica!5: ~ 640° — 8°37" 

Toccata piano: ~ 7 

Enunciations ~ 10°06" 

The Canonica cycle consists of 24 short canons, which can be also 
performed individually. On average, the canons contain about 35 measures — the 
extremes being No. 7 Canon at the Diminished Fifth (20 measures, Allegro molto 
ritmico) and No. 9 Stretto Canon at the Sixth (with an added voice) — Homage to Bach (70 
measures, Pensieroso, in Alla breve time). 

The twentieth century, especially through the representatives of the 
Second Viennese School but also through those of the modern national schools, 
was often characterized by the revival of the polyphonic forms and techniques 
(passacaglia, fugue, canon), which were adapted to the requirements of the 
modern language. A well-trained polyphonist and a great admirer of Baroque 
music (as proven by his pedagogical concerns and musicological research), Dan 
Voiculescu approached mainly polyphonic or Baroque-specific genres and forms, 
which he tailored to the contemporary context. 

As shown in the previous paragraph, his piano oeuvre stands under the 
sign of the miniature genre, encompassing an array of pieces — in an impressive 
number of diverse conceptions'®’ (the piece — a generic name for a usually miniature 
instrumental or vocal music composition'55). These pieces are standalone (Croquis, 
Sonances, Cadence to an Imaginary Concert by Mozart) or grouped in cycles (Fables, 
Dialogues, Spirals, Canonica). Although the Fables and the Dialogues have been 


186 In this piece, due to aleatoricism, time is variable, being left up to the performer's discretion. 
187 Dan Voiculescu — quote from Jurnal de creație [Creative Journal], Dan Voiculescu Archive. 
188 Dictionar de termeni muzicali [Dictionary of Musical Terms], op. cit. 
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already performed and published individually’ (their component pieces having a 
certain amount of autonomy), their integral approach contributes to the creation of 
a continuity of the artistic idea and to the unification of the cycle. Thus, we notice 
that the order of movements in these cycles is not random (for example, in Fables: 
fast — slow — fast — slow — fast) and that the alternating tempos, the dancing 
qualities and the thematic contrasts remind of the principle of the suite. In terms 
of form, these pieces contain both open forms, based on the reworking of one or 
several thematic motifs, and strophic forms, with varied repetition (e.g.. Sonances — 
A-A-B). The presence of repetitive structures and imitative writing techniques 
reveals the author's concern for a symmetrically balanced form. Another 
characteristic aspect is the absence of the final cadence, the music ending 
unexpectedly, sometimes with a sound (corresponding to a punctuation mark). 

A modern and interesting approach of the notion of cycle is the one in 
Enunciations1%, whose 32 segments are separated by a double bar line, but cannot 
be performed individually: 


Example 13: Enunturi [Enunciations], fragment 


frre Aan. 


ae 
Embri Eai 
E Eert Daa Viteza 


Senli ; 4 nilo 


189 Fabula III [Fable III] in Sorremennaia ruminskaia forte piannaia muzica dlia detei i innoşestva, Sovetski 
Kompozitor (Moscow), 1975; Fabula IV [Fable IV] in Rumânische Klavier miniaturen fiir Kinder 
Jugendliche (Herausgegeben von Liviu Comes), Peters Publishing House (Leipzig), 1976. 

199 Dan Voiculescu mentioned this piece as being a “cycle”, see Cuvântul compozitorului [The Composer's 
Word]. 
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Owing to its vastness and to the fact that it includes pieces of the same 
genre, the Canonica cycle can also be performed fragmentarily (the notion of cycle 
representing, in this case, the incorporation of several pieces of the same genre), 
with the choice of the canons being left up to the performer's discretion. The form 
of these pieces (which was frequently used in the Baroque era) is the strict form of 
the canon (the contrapuntal form being based on a rigorous and continuous imitative 
process [...] which in its imitative action embraces the entire melodic line. The canon may 
constitute a standalone piece or a part of a larger work"9"). 

In terms of structure and its specificity, the Cadence to an Imaginary Concert 
by Mozart is a piece that meets the characteristics of a fantasy’, but also those of a 
cadence (the demonstrative character of the instrumental virtuosity, a gradual 
build-up of the musical content and technical elements and the reworking of the 
thematic material of the concerto part). Although it does not contain all the 
characteristics of a paraphrases (hence, probably, the composer's specification of 
“Imaginary concert”), the work is written in the stylistic manner of the Viennese 
classicism, more exactly in the unmistakable style of Mozart, while the presence of 
the elements of musical surprise allows us to attribute to it the character of a 
parody’. 

Another genre approached by Dan Voiculescu, whose origins stretch back 
to the fifteenth and sixteenth centuries but which has been exploited throughout 
the music history, is that of the toccata. As a virtuoso solo work of free structure 
and mainly performed on keyboard instruments, the toccata has enjoyed a broad 
spectrum of stylistic approaches over time. The modern toccata, strongly influenced by 
the Romantic piano style, is designed to display the performer's virtuosity and can work as 
a standalone piece (e.g. Prokofiev or Constantinescu) or as part of the cycle'*. The four 


191 Dictionar de termeni muzicali [Dictionary of Musical Terms], op. cit. 

12 Fantasy — a free-form instrumental work; [...] a musical composition built on pre-existing musical 
themes; Dictionar de termeni muzicali [Dictionary of Musical Terms], op. cit. 

1% Parody — a musical work conceived as a musical joke, in which one or several themes are 
paraphrased in a humoristic way; Dictionar de termeni muzicali [Dictionary of Musical Terms], op. cit. 

194 Dicţionar de termeni muzicali [Dictionary of Musical Terms], op. cit. 
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toccatas composed by Dan Voiculescu fall into the typology of the genre by their 
complex writing style, rapid movement and brilliant virtuosity — which often raises 
technical problems — as well as their improvisatory element. At the same time, they 
are a clear reflection of the twentieth-century musical tendencies: 


percussion and rhythm contribute, through their improvisatory frenzy, rhythmic 
dynamism and distinct motoric force to the enrichment of our century’s means of 
musical expression. The incisive motoric element prevails. The rhythmic element is 
everywhere at the centre of the composers’ concerns, being regarded as one of the most 
important means of musical expression?», 


Example 14: Toccata robotica, fragment 


Originality is another attribute of Dan Voiculescu's works, who inserts folkloric- 
melodic and often lyrical elements in contrast with the movement of the toccata: 


195 Constanta Mihu, Toccata in literatura pianistică; percuție şi ritm în muzica secolului XX [Toccata in the 
Piano Literature; Percussion and Rhythm in Twentieth-Century Music], in “Lucrări de muzicologie”, 
vol. 6, Cluj-Napoca, 1970. 
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Example 15: Toccata piano, fragment 


più lento 


SRE EE me 


The Piano Sonata can be approached from two perspectives: as genre and 
as form (the term sonata is used to denote both an instrumental musical genre and one of 
the most complex musical forms1%). The evolution of the musical language 
determined a transformation of both genre and formal pattern, so that the 
twentieth century brought about an extrapolation of the structural parameters (for 
example, in the sonata form, the absence of tonal-functional language eliminates 
the tonal relationships between the themes and the modulation patterns that 
individualized them and determined the structure of the part). In the music where 
functionality is obsolete and where new ways of evolution of the musical language and 
syntax have been found, form generally undergoes profound transformations that can lead 
to its total transfiguration or to its reconfiguration into a new pattern!. However, in the 
contemporary era we find more of a mix between the form and genre of sonata, 
with the parts of the cycle being often united into one single part, with complex or 
a clearly outlined form: the contemporary sonata often lays particular emphasis on the 
notion of cycle and on the idea of sonata genre, with form construction being relegated to a 
back seat. 

However, a few basic elements are also exhibited in Dan Voiculescu's 
Sonata for Piano: 

- from the terminological perspective of form, we notice the presence of 
cellular-motivic structures which are in a relationship of melodic-rhythmic contrast 
(the secondary theme contains elements from theme 1, whose quasi-cantabile 
character contributes to the thematic contrast) 


1% Dumitru Bughici, Dictionar de forme si genuri muzicale [Dictionary of Musical Forms and Genres], 
Editura Muzicala, Bucharest, 1974. 

197 Vasile Herman, Probleme de formă in sonata contemporană [Aspects of Form in Contemporary Sonata], 
“Lucrări de muzicologie”, vol. 6, Cluj-Napoca, 1970. 

19 Ibidem. 
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Example 16: theme 1, incisive, fragmented theme 2, quasi-melodic 


The general scheme could be: 


A B C Av Bv Coda 
Theme 1 | Theme2 | Development | Theme lone Theme 2 
tone lower varied 
m. 1-23 m. 24-57 m. 58-91 m. 92-99 m. 100-131 | m. 131-156 


- seen from the perspective of the genre, the sonata, though in one movement, 
contains three well-defined articulations, thus preserving the typology of the genre 
(lively — slow — lively), while the unity of the cycle is also achieved through the 
varied repetition, at the end, of the thematic materials of the first section. The 
demarcation of movements is inferred both from the identification of some 
possible cadential elements and from the tempo indications and rests producing 
the fragmentation of the musical discourse, as follows: 


Part I Part II Part III 

Allegro Un poco meno mosso Tempo I 
Capriccioso, cvasi recitativo 

mm. 1-57 mm. 58-91 mm. 92-156 


We can therefore say that although there are multiple possibilities of 
analytical approach of this musical piece, we can certainly identify traces 
reminiscent of the initial sonata pattern (both as form and as genre). 


2.3. On metric organization and rhythmic writing 

In terms of metric organization of the musical material we distinguish two 
general categories: 

1. Works with alternative asymmetrical measures (notated over the 

course of the piece, at each change of meter): Fables, Dialogues, Sonata for 

Piano, Mozart-Kadenz 
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Example 17: Dialoguri [Dialogues] II, fragment 


fragment 


7 


- în the Form of an Invention (No. 3) 
A special case is that of the Toccata piano — the author notates the meter but 


eliminates the bar lines: 


Canon at the Third 


A 
ti 


— 


Example 18: Polymetric Canon at the Tenth — Homage to Hindemith (No. 11), fragment 
Example 19: Toccata piano, fragment 


Depending on the “program”, the Canonica cycle contains simple or compound 


measures, along with polymeters: 
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2. Works whose musical material is not structured into measures: 
Croquis, Sonances, Spirals, Toccata armonica, Toccata robotica, Enunciations, Toccata 
quarta per una mano and, from the Canonica cycle: Heterophonic Unison Canon (No. 5), 
Variable Canon — Homage to Webern (No. 12), Free Canon - in Echo, at Different 
Intervals (No. 22) and Canon with Variations (No. 24). 


Example 20: Croquis, fragment 


These metrical features lead to contrasting rhythmic and interpretative 
approaches: 
- measurable rhythmic structures (corresponding to the divisionary, giusto and 
aksak systems), involving a rigorous rhythmic pulsation and requiring extra 
precision in instrumental performance: 


Example 21: Dialoguri [Dialogues] V, fragment 


Spirituoso 


- non-measurable rhythmic structures (corresponding to the parlando-rubato 
system), with a tendency towards the cantabile style and allowing a certain 
amount of freedom in the interpretation of the piano part: 
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Example 22: Sonante [Sonances], fragment 


pend Util i Tai x to 
Even the beginning of the Toccata quarta, in contrast with the specific nature of this 
genre, is written freely: 


Example 23: Toccata quarta, fragment 
Libero 


2.4. On melody 

The evolution of the piano determined the exploration of new instrumental 
sonorities, enabling the approach of a considerable diversity of musical expression. 
During the contemporary era, the piano has been treated more like a percussion 
instrument — complex rhythmic structures, contrasting timbral effects, incisive 
accents, special effects etc. Despite his coded and sometimes arid language, Dan 
Voiculescu remains faithful to the concept of melody. Thus, his works contain 
beautifully expressive melodic lines, often with a cantabile coloratura and an 
archaic flavor: 


Example 24: Enunturi [Enunciations], fragment 


Leite, Ae malts Laprenivy 


DE es Pe 
N E r au eo sae CITI ZI 
hyp Ty ee So le ay e r 
E-r ees EE = 


Its melodic lines can be differentiated as having: 
- a vocal profile (a narrow ambitus and a writing; style tailored to the vocal 
ranges of the singers) 


Example 25: Canon at the Tenth (No. 1), fragment 


Semplice, meditativo 


- an instrumental profile (a wide ambitus and the presence of specifically 
instrumental technical elements) 


Example 26: Cannon with a Symmetry Axis — in Recurrent Double Counterpoint (No. 
17), fragment 


A characteristic feature of his writing style is related to the expressive 
potential of the second (in all its forms), reflected in various forms: 
- melodic and/or harmonic interval, in root position/inversion, in open/closed 
position; 
- interval invested with varied expressive qualities: differentiated musical 
articulation (legato, staccato, tenuto), incisive/cantabile character, varied dynamics, 
from p to sfff. 
Thus, the second becomes a melodic-harmonic idiom that returns constantly in 
Dan Voiculescu's works, being regarded as the “musical gene” of his piano music. 


Example 27: Spirale [Spirals], fragment 
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Toccata quarta per una mano, fragment 


2.5. On notation 

The contemporary musical language with its particular writing style has 
led to an appropriate adaptation of the musical notation. Dan Voiculescu's piano 
works contain: 

- sustained vibration effects - sounds that are left to vibrate (with the help 
of the pedal): 
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Example 28: Fabule [Fables] II 


— 
a 
Z [fung] 


— 
—— r 
eS- 
===: 
PT, 


_— 


| 


- fermata until the sound fades completely away: 


Example 29: Fabule [Fables] III 


- silent cluster: 
Example 30: Fabule [Fables] II 


Vi 
- cluster played with the entire hand on black and white keys: 


Example 31: Sonata for Piano 


- clusters left to resonate: 


Example 32: Sonante [Sonances] 


- flageolet cluster formed from the resonance of the previous cluster: 
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Example 33: Sonante [Sonances] 


- arpeggios from low to high and from high to low: 


Example 34: Toccata quarta per una mano 


- fluctuating rhythm and note value maintained over the duration of a 
horizontal line: 


Example 35: Free Canon — in Echo, at Different Intervals [No. 22] 


44 poco rubato 


- very fast note values: 


Example 36: Sonante [Sonances] 


- rest: 


== 


Conclusions 


Piano music was a constant and permanent component of Dan 
Voiculescu's compositions, being his favorite field of endeavor. As a result of: 

- the publication of his works by various publishers at home and abroad 
(out of the 13 works composed, 10 have been published, 5 of which also in foreign 
editions), 

- their popularization through concerts, performed both by Dan 
Voiculescu — the composer-soloist who gave many premiere performances, 
sometimes even in the year of composition — but also by outstanding Romanian 
pianists, and 

- the existence of concert and studio recordings which can serve as 
performance models, 
we can confidently say that these works have had a beautiful evolution over the 
years, earning a worthy place among the most prominent Romanian piano works. 

Regarding Dan Voiculescu's compositional outlook, we first notice that all 
of his piano pieces are miniature works (short duration, between 3°40°' and 
10'06''), whether they are one-movement sonatas (Sonata for Piano, Toccatas, 
Cadence to an Imaginary Concert by Mozart, Croquis, Sonances) or cycles (Fables, 
Dialogues, Spirals, Enunciations, Canonica). We also notice a connection between 
tradition and contemporaneity - another constant feature of his compositional 
outlook and one which he expressed quite frequently. The term “tradition” can be 
viewed from two perspectives: first we distinguish the preservation of certain traits 
from the earlier stylistic periods (from the Renaissance and mainly from the 
Baroque) and, secondly, we detect the presence of certain elements stemming from 
the local ethos (folk-inspired ornaments, intonations specific to the doina style, 
rhythmic peculiarities). By “contemporaneity“ we certainly mean the adaptation of 
the elements of musical language and the use of technical means that are specific to 
the present-day musical context. 

Thus, when we speak about Dan Voiculescu's piano works, we notice that 
they are characterized by the concurrent existence of several layers, i.e. trends, styles 
and tendencies, whose constant and original expression defines the composer's 
unmistakable language. 


199 duration of execution of an entire cycle. 
200 Dan Voiculescu, Polifonia secolului XX [The Twentieth-Century Polyphony], op. cit., p. 5. 
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